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Introduction 
 
 The globalization of modern industries has started to bring us into a world in 
which divisions between traditionally separate fields break down. Engineers discuss the 
technology of sound with musicians, medical doctors and philosophers consult each other 
regarding the ethical questions of their work, and chemists apply their knowledge to solve 
culinary problems. At this intersection of previously dichotomous conversations, we can 
develop a richer understanding of each area of knowledge in turn. New perspectives on 
old problems lead to innovative solutions. 
 Two oft-sited diametric opposites in the world of academia are science and art. 
The attitudes of the practitioners of these two fields are stereotypically conflicting, they 
theoretically process information in different ways, and the modes of communication in 
the two fields could not be more dissimilar. I would like to argue, however, that art and 
science both undertake to explore the very same questions. Each field, in its admittedly 
different way, is fascinated with investigating the way that the world works. While 
scientists create hypotheses, conduct experiments, and develop theories that describe the 
phenomena around them, artists process experiences, cultivate ideas based upon them, 
and craft works designed to share these ideas for general reflection and consideration. In 
each noble way, these fields set out to do the same thing. 
 Particularly in recent years, there have been an increasing number of artists whose 
practice draws heavily upon science. Either by referencing scientific processes directly in 
their work or by deriving their pieces immediately through scientific means, artists like 
Eduardo Kac, Natalie Jeremijenko, Marc Quinn and others incorporate science overtly. 
Additional artists adopt more subtle means to unravel, reexamine, and reconsider 
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scientific theories and concepts through art. Mark Dion deals with processes of order and 
Tomás Saraceno deals with the problem of sustainability in the future, to name two such 
artists. Their lines of discovery can be remarkably enlightening.  Through their analysis 
of a seemingly dissimilar field through an artistic lens, they allow society as a whole to 
learn and further develop our knowledge of both. 
 With this analytical advantage in mind, my thesis project will investigate 
phylogenentic trees as one particular instance of a scientific topic that can be further 
explored and understood from an artistic angle. Through creation of a sculptural piece 
highlighting specific characteristics of phylogenies and their creations, I hope to 
encourage reflection and engagement with ideas of scientific order. 
 
The Historical Interaction of Art and Science 
 The appearance of science in art manifests itself in two primary ways. First, there 
are artists who use scientific processes directly to craft their oeuvre. They clearly dabble 
in scientific fields. They manipulate genes and DNA in their work, engage with live 
tissue, conduct processes like cloning, and/or integrate an equally easily identifiable 
scientific root. Second, there are artists who engage with scientific concepts but within a 
more traditional framework. They draw upon scientific precepts and express them 
visually through two- and three-dimensional mediums. 
 
Bioart: The Creation of Art Through Biology 
 The first instance of what can probably be called “bioart” dates back to 1936 
when Edward Steichen presented an exhibition of Delphiniums in the New York Museum 
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of Modern Art. Steichen had altered the genetic makeup of the flowers purely through 
selective breeding. His innovation was of course not the breeding of the flowers, but 
rather his application of scientific techniques to art.  He was the first person in the 
western world to utilize any form of genetic modification in the course of producing art.1  
It wasn’t until 1988 that the issue was revisited. George Gessert started exhibiting 
his Iris Project at the New Langton Arts in San Francisco (Appendix; Figure 1). This 
again involved breeding flowers selectively, an instance of manipulating the genetic 
makeup of an organism in order to achieve an aesthetic end.2 Gessert invited viewers to 
vote for which flowers they preferred, enabling them to shape the path of hybridization.3 
In a way he created man-made evolution, leaving unselected plants to die out and 
allowing successful ones – crowd pleasers – to create progeny.  In this way he opened up 
the project to a discussion of science’s role in a quest for power or dominion over other 
forms of life.  He allowed viewer whims to determine the course of nature by wielding 
his ability to orchestrate genetic crosses. 
Kevin Clarke works with DNA as well, creating portraits of people by sequencing 
blood samples. In From the Blood of Poets, Clarke isolated and amplified DNA from 
blood samples and sequenced them.4 He then created graphics for each sequence in the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 Ronald J. Gedrim, “Edward Steichen’s 1936 Exhibition of Delphinium Blooms: An Art 
of Flower Breeding,” in Signs of Life: Bioart and Beyond, ed. Eduardo Kac (Cambridge, 
Massachusetts: The MIT Press, 2007), 347-369. 
2 George Gessert, “Notes on Genetic Art,” Leonardo 26, no. 3 (1993): 205-211. 
3 George Gesseter, “Why I Breed Plants,” in Signs of Life: Bioart and Beyond, ed. 
Eduardo Kac (Cambridge, Massachusetts: The MIT Press, 2007), 347-369. 
4 Dorothy Nelkin and Suzanne Anker, “The influence of genetics on contemporary art,” 
Nature Reviews: Genetics 3 (2002): 967-971. 
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form of modified negatives (Appendix; Figure 2). Clarke is now undertaking a project in 
which people can send in their own blood samples and receive portraits in return.5 
In the vein of genetic manipulation, Natalie Jeremijenko takes the process a step 
further by actively manipulating genomes. In 1998 Jeremijenko started the project The 
One Trees (Appendix; Figure 3), in which she cloned 1000 copies of the same tree and 
then planted them at sites all around the San Francisco Bay Area.6 Each transplanted tree 
was monitored so that Jeremijenko could document and illustrate how diverse 
environments modified the genetically identical organisms.7 Later Jeremijenko continued 
this idea in Tree Balance, a piece in which two identical tree clones are displayed on a 
balance that is not quite equal. 
In less subtle ways, the artist Eduardo Kac explores genetic modifications as well. 
In Genesis (Appendix; Figure 4), Kac took a sentence from the Biblical book of Genesis, 
“let man have dominion over the fish of the sea, and over the fowl of the air, and over 
every living thing that moves upon the earth,” translated it into Morse code, and then 
(following his own conversion principle) into DNA base pairs.8 In this way, he created a 
synthetic gene. That gene was then incorporated into bacteria, which were shown in a 
gallery. A UV light in the gallery, when turned on, would cause mutations in the bacteria, 
and in the translated gene, and thus gave visitors, who could turn the light on and off, the 
ability to cause real biological mutations.9 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
5 Nelkin and Anker, “The influence of genetics,” 967-971. 
6 Anna Munster, “Biotechnical Art and the Ethico-Aesthetic Paradigm,” in Context 
Providers: Conditions of Meaning in Media Arts, ed. Margot Lovejoy, Christiane Paul, 
Victoria Vesna (Malta: Gutenberg Press, 2011), 243-258. 
7 Munster, “Biotechnical Art,” 243-258. 
8 Eduardo Kac, Bio Art, http://www.ekac.org/transgenicindex.html (December 2012). 
9 Kac, Bio Art. 
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In the famous GFP Bunny, Kac worked with a lab in Louy-en-Josas in France to 
transfect a GFP gene into a rabbit.10 GFP is a bioluminescent protein present in 
organisms like jellyfish that is now used abundantly in molecular biology as a fluorescent 
tag. In transfection, Kac made a bunny, named Alba, that literally glows under uv light.11 
In 2009 Eduardo Kac completed The Natural History of the Enigma (Appendix; 
Figure 5). In this piece, Kac created a hybrid composed of his own DNA and that of a 
Petunia. His resulting new species, called “Edunia,” was dubbed as a “plantimal.”12 The 
white and red flower expressed Kac’s DNA only in its red veins. The gene taken from 
Kac’s body was in fact the sequence responsible for identifying foreign bodies, meaning 
that Kac was using that which identifies and rejects the other to actually create a new 
self.13 
Partly because of Eduardo Kac’s active publicization of his many bioart 
processes, multiple other artists have taken up the integration of transgenetics and art. 
Marc Quinn created Garden (Appendix; Figure 6), a piece in which 1000 flowers from 
all over the world that grow in all different environments are frozen in full bloom via 
their encapsulation in twenty-five tons of liquid silicone at a temperature of -80° 
Celsius.14 In this way, they are preserved. The garden that would be impossible to create 
in a real-world environment is now assembled with the assistance of silicone and allowed 
neither to grow nor decline. Next, Marc Quinn created DNA Garden (Appendix; Figure 
7) which contains the DNA of over 75 plant species as well as two humans: a re-
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
10 Kac, Bio Art. 
11 Kac, Bio Art. 
12 Kac, Bio Art. 
13 Kac, Bio Art. 
14 Marc Quinn, Artworks, http://www.marcquinn.com/work (December 2012). 
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enactment of the Garden of Eden on a cellular level.15 In a stainless steel frame, bacterial 
colonies cloned with DNA are presented on polycarbonate agar jelly.  
Hunter Cole creates pieces she calls “living drawings.”  They are drawings done 
with bioluminescent bacteria that are photographed as they use up nutrients and die. This 
gives them a role, in Cole’s opinion, somewhere between facilitator and collaborator.16 
 
Traditionalists: Breaking the Norm Right Under Our Noses 
 Not all references to science in art are so overt of course. There are many pieces 
that derive their power from their subtlety.  These pieces introduce similar questions of 
organization, order, growth, and development but do so without directly referencing their 
roots. 
 Tomás Saraceno is famous for creating large installations that utilize new 
scientific developments and personify innovative directions. In many of his pieces, large 
plastic spheres enclosing water and plant life overtake rooms and gallery spaces 
(Appendix; Figure 8).17 He often uses complex systems of tension and suspension to 
create webs and networks evocative of ideas of interconnectedness.18 This exploration of 
the development that science offers is a valuable contribution to the dialogue regarding 
the importance of science to modern life. Many critics have hailed Saraceno as a man 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
15 Mark Quinn, Artworks. 
16 Hunter Cole, Living Drawings Created with Bioluminescent Bacteria, 
http://www.huntercole.org/artgallery/livingbacterialdrawings.html (December 2012). 
17 Mildred Lane Kemper Art Museums, Exhibitions, kemperartmuseum.wustl.edu. 
http://www.kemperartmuseum.wustl.edu/exhibitions/5545 (December 2012). 
18 Bruno Latour, “Networks, Societies, Spheres: Reflections of an Actor-Network 
Theorist,” International Journal of Communications 5 (2011): 796-810. 
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dreaming of new sustainable developments.19 By presenting novel ideas about what could 
be, he facilitates a dialogue with scientists regarding what in fact can be. 
On the other hand, a subset of Mark Dion’s oeuvre consists of elaborate collection 
pieces. The Curiosity Shop, Cabinet of Curiosities, Collecting the Collectors and other 
pieces consist of groups of found objects classified and arranged in particular ways 
(Appendix; Figure 9).20 Often categorization criteria are intentionally ambiguous or 
irrelevant to the purpose of the objects themselves.  For instance dinnerware is arranged 
by color, or items from a study are arranged by size.  In this way, Dion undermines the 
conventional sensibility and regulation of classification systems. Intrinsic to the practice 
of science is the ability to identify, group, classify, and sort. Thus, Dion examines this 
inherent aspect of the scientific practice from an artistic angle. He scrutinizes the process 
but in an approachable way – one that incorporates everyday objects like serving spoons 
and dessert dishes. 
 
Phylogenetics: The Diagram of Life 
For every artwork that explores a scientific concept, varying degrees of 
explanation are needed for viewers. A full appreciation for the references and 
connections that an artist has made to scientific concepts may require extensive study of 
complex topics. On the other hand, scientific concepts might remain quite broad or basic.  
Furthermore, a complete appreciation for every aspect of an artwork is not necessary in 
order to have a meaningful experience. Still, in an effort to explain phylogenetics, the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
19 Marla Hellstrom Reimer, “Unsettling eco-scapes: aesthetic performances for 
sustainable futures,” Journal of Landscape Architecture 5 no. 1 (2012): 24-37. 
20 Tate, Mark Dion: Artworks, http://www.tate.org.uk/art/artworks (December 2012). 
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branch of biology that my thesis project will explore, I will briefly summarize this system 
of biological classification. 
Before Charles Darwin’s seminal work On the Origin of Species, western cultures 
widely believed that God was responsible for the creation of all species exactly as they 
were, had been, and would be forever more.21 The Swedish naturalist Linnaeus developed 
a system by which all of these static species could be grouped and organized, so that 
proper records of the natural world could be kept. By Linnaean hierarchy, similar looking 
species are grouped into genera, similar looking genera are grouped into families, and so 
on: species, genus, family, order, class, phylum, and kingdom.22 Although this network of 
similar appearances between species in the natural world was useful to scientists in the 
first half of the nineteenth century, its value as a precursor to the logical reasoning of the 
development of those relationships was not fully appreciated until Charles Darwin 
famously posited his theory of evolution through natural selection in 1859. 
In On the Origin of Species, Darwin proposed the process called natural selection. 
According to this theory, natural variance in traits in a given population happened to fit 
certain individuals with more of a chance of surviving and reproducing in a given habitat 
than others.23 Those individuals who were more successful at reproducing would pass on 
the traits specifying their particular advantageous traits to future generations. In this way, 
species would change over time as traits more effective in given environmental 
conditions were maintained and those less advantageous were lost. This system also 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
21 M. V. Lomolino, B. Riddle, R. Whittaker, and J. Brown, Biogeography, 4th ed 
(Sunderland, Massachusetts: Sinauer Associates, Inc, 2010). 
22 C. Linnaeus, “On the increase of the habitable earth,” Amonitates Academicae 2 
(1781): 17-27. 
23 Charles Darwin, On the Origin of Species by Means of Natural Selection of the 
Preservation of Favored Races in the Struggle for Life (London: John Murray, 1859). 
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allowed for speciation events – that is, the emergence of a new species or, more 
specifically, the divergence of one ancestral species into two descendent species.24  
Essentially, a barrier of some kind – geographic, temporal, behavioral – would develop 
within a given species’ territory, and would separate one population from another. These 
two populations’ slightly different habitats then led to the maintenance of slightly 
different traits for future generations. Over time, these slight modifications changed the 
populations enough that they became entirely different species. The ancestor is lost, and 
two descendants emerge. 
Darwin’s ideas were radical for the time because they introduced the idea of 
change. If all animals were related to each other, then God had not created all species as 
they were currently present at one simultaneous moment. Instead, they descended from 
one given ancestor. Through a series of obstacles, modifications, and millions of years all 
of the diverse forms of life had emerged. Cue the study of taxonomy: a fascinating field 
conceptually, as it is the study of a something that is by its very nature constantly in flux. 
Even as we work to describe current species and their relationships, our understandings 
become outdated. Extinctions, gene flow, population divergences and convergent 
evolution are happening daily. 
This networking progression through time, featuring repeated diversification and 
divergence, manifests in a web very similar to Linnaean diagrams. Today, diagrams of 
evolutionary relationships are called phylogenetic trees. In fact, the only illustration in 
Darwin’s On the Origin of the Species was a sketched, theoretical phylogenetic tree.25 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
24 Lomolino, Biogeography. 
25 Lomolino, Biogeography. 
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His theory clearly caters to the system of step-by-step specification that Linnaean 
classification provides. 
In the 1950s, three schools of classification emerged: evolutionary systematics, 
numerical phonetics, and phylogenetic systematics.26 Evolutionary systematists hoped to 
use classifications to represent evolutionary relationships, though without data upon 
which to solidly base their posited evolutionary relationships, they often formed groups 
that were either incomplete or simply inaccurate. Numerical phoneticists addressed this 
problem by standardizing quantitative evaluative systems for phenetic classifications. 
Though this enabled more objective grouping, resultant taxa were even less accurate, as 
parallel and coevolution often lead to objectively similar traits among unrelated species 
that simply inhabit similar areas.27 
In 1966 Will Hennig introduced phylogenetic systematics. By his line of thinking, 
one could refer to transformation series of given traits.28 That is, no trait would have 
popped up out of nowhere: all features present in species today had to, according to 
natural selection, be slowly modified versions of what had already been present in an 
ancestral population.29 So, one could form a spectrum of the development of a given trait 
and compare various species’ versions of or iterations of that given trait to the spectrum 
to see when they had diverged from each other. 
This concept was strikingly basic, but revolutionized the world of taxonomy. 
Today, we have numerous terms to describe the types of traits useful to describing 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
26 Lomolino, Biogeography. 
27 D. Sadava, H. Heller, G. Orians, W. Purves, and D. Hills, Life: The Science of Biology, 
8th ed (Sunderland, Massachusetts: Sinauer Associates, Inc., 2008). 
28 Will Hennig, Phylogenetic Systematics, 3rd ed, trans. D. D. Davis and R. Zanderl 
(Urbana: University of Illinois Press, 1966). 
29 Lomolino, Biogeography. 
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evolutionary linkages. A trait inherited and preserved from ancestors is referred to as a 
plesiomorphic character.30 On the other hand, a trait that has been modified from its 
ancestral trait is called an apomorphic character.31 Similar or shared traits between two 
species are homologous if they are similar because they were inherited from the same 
ancestor, but homoplasies if they are similar due to convergent or parallel evolution.32 
Linnaeus’ classification system was fueled by what he could observe in 
morphology and physical structures, and was used to order the interactions between what 
he conceived as static types of animals and plants. Today we have adapted this system to 
more appropriately fit what we understand to be a dynamic history of speciation, 
specialization, and modification. Our understanding of evolutionary relationships is itself 
constantly changing and becoming deeper and more complex. In modern phylogenetics, 
taxonomists attempt to express evolutionary relationships between species. That is, to 
express the history of ancestors to descendants. Characteristics that emerge and that are 
lost are tracked, and used to recreate the most likely historical divergence of lineages.  
In more recent years, molecular evidence has contributed to the creation of 
phylogenetic trees as well. In many lines, we can track evolutionary time in the presence 
and accumulation of DNA modifications. Sequencing the genome of microbial species 
allows us to observe how quickly (in terms of generations) mutations in DNA 
accumulate.33 It is then possible to extrapolate how long two given lines have been 
replicating separately – i.e. how long ago they diverged. In this way, we can track how 
closely related two given species are (fewer DNA differences indicate that the two 	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
30 Lomolino, Biogeography. 
31 Lomolino, Biogeography. 
32 Sadava, Life. 
33 Sadava, Life. 
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species have not been reproducing separately for as long, and are thus more closely 
related).34 
Likewise, with increased technology we begin to appreciate increasingly complex 
trees. We gain the previously mentioned knowledge about the degree of relatedness 
between species, but we also gain information about the existence of some species. 
Molecular tests allow us to discern distinct species where before we before saw only 
subpopulations. 
 
Science as a Provider of Clarity 
 What is particularly interesting about science is the way that it is viewed as a 
pure, precise, ordered field. It is often criticized for sterilizing concepts, eliminating 
details and focusing only on concrete ideas. As a biologist I find this peculiar. Biology is 
the study of life: something that by its very nature is chaotic and wild and cannot be 
contained. 
I see phylogenetics as a manifestation of this paradox. Evolution defines the 
concept of change as central to all forms of life. Indeed it was through the very process of 
change that all forms of life have come into being. Phylogenies are diagrammatical and 
precise expressions of evolution. As stationary representations of a dynamic concept, 
they cannot possibly hope to ever be perfectly accurate. Any attempt to see them as such 
would be a naïve endeavor. 
On the other hand, valuable scientific work is done every day that relies on 
current understandings – be them incomplete – of scientific and genetic relationships. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
34 Lomolino, Biogeography. 
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Though outdated, phylogenies still prove vitally useful. Through them, biologists are able 
to develop new methods of conservation, medical researchers are able to extend their 
knowledge of diseases, and predictions for future interactions between biota can be made.  
 I would like to explore this tension between the impossibility of perfection and 
the persistently constructive presentation of clarity that phylogenetics embodies.  My 
thesis project explores the classification and identification systems of Linnaeus and 
examines their mobility and malleability. It draws upon scientific precepts and, via the 
creation of a representative sculpture, begins to question the certainty of science. In this 
way, the work employs artistic processes as tools through which to critically reflect upon 
scientific ones. 
  
Adenine, Uracil, Guanine 
The sculptural structure of Adenine, Uracil, Guanine is a three-dimensional 
depiction of the phylogenetic tree of all life (Appendix; Figure 10).  Borrowing from the 
aesthetics of mobiles, it is a recognizably itinerant form, and thus references the concept 
of evolution as a moving process. Like life, it must strike a precarious balance, and may 
shift at any time. 
 The branches of this phylogenetic tree (Appendix; Figure 11) are created with 
ribbon that cascades to the floor in tangled piles at the end of each arm (Appendix; Figure 
12). The creation of amorphous forms from manufactured and precisely measured, flat 
ribbon references the dichotomy between precision and chaos. Each ribbon is adorned 
with colored bands (Appendix; Figure 13). These bands are a reference to the DNA 
sequencing upon which most phylogenetic trees are based. DNA sequence data appears 
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as lists of nucleotide letters, color-coded to match their identification.35 The coloring on 
each ribbon in this phylogenetic tree represents characteristics representative to each 
kingdom of life: archaea, bacteria, and eukarya. In the same way that some characteristics 
are universal, some colors are shared between multiple ribbons. In the same way that 
some traits are autapomorphous, some colors appear only on one ribbon in the whole 
structure. Similarly, band patterns are sometimes shared, in the way that DNA sequences 
for, for instance, ribosomes are universal, and some are unique, as other DNA sequences 
are to their respective species. 
Underneath these bands, the entire mobile structure is white. This pure shade is a 
reference to sterility, or the ideas of neatness, order, purity, and simplicity. Phylogenetic 
trees, as a representation of clear, theoretically unambiguous classifications of species, 
are an attempt to take all that is wild, unpredictable, complicated, and messy about 
biology – all that is alive about biology – and represent it in a diagram. They are an 
attempt to summarize it in a clean, easily processed, understandable form. The 
phylogenetic tree is the elimination of all confusion, or at least the attempt at that 
elimination. Therefore, white seemed most suitable to represent this visually due to its 
associations with cleanliness, serenity, and purity.  
Adenine, Uracil, Guanine hopes to represent a complex scientific idea in an 
approachable way.  By using a recognizable form (a mobile) in the context of this new 
field, I hope to prompt interest and perhaps some discussion.  While it is certainly not 
necessary that the subtleties of the field be gleaned from this piece alone, I hope that it 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
35 Sadava, Life. 
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will break down some of the barriers that remain between biology and science; I would 
like to continue to promote the interaction of the two academic fields. 
 
Conclusion 
It is through the unification of diverse fields that we will continue to expand our 
understanding of the world around us. By collaborating with practitioners of 
conventionally dissimilar fields, we can develop new angles on ideas.  Communicating 
and sharing theories will enrich knowledge in every arena. I have used this project as a 
way to critique scientific processes through an artistic lens. I hope to promote dialogue 
between the two realms of academia, in the same way that many artists have over the 
years. It is my hope that some of the sterility of science – the precision, the reputation for 
coldness and staticness – will begin to be understood as a byproduct of method, and not 
an indication of attitude. 
 
 
 
 
 
18	  	  
Appendix 
 
[image not included] 
 
Figure 1. George Gessert, Iris Project, 1998 
 
From: Shana Ting Lipton, Art Imitates Life Science, http://www.shanatinglipton.com/bio-art-1.html 
(December 2012). 
 
[image not included] 
 
Figure 2. Kevin Clarke, Portrait of Marian Zazeela from From the Blood of Poets, 
ongoing 
 
From: Kevin Clarke, Portrait of Marian Zazeela, http://www.kevinclarke.com/pix/mz.html (December 
2012). 
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Figure 3. Seedlings of tree clones in Natalie Jeremijenko’s One Tree, 1998 
 
From: Maarten Vanden Eynde, Genetologic Research, http://www.genetologisch-
onderzoek.nl/index.php/126/beeldende-kunst (December 2010). 
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Figure 4. Eduardo Kac, Genesis, 1999 
 
From: Database of Virutal Art, Eduardo Kac, 
http://www.virtualart.at/nc/popup/work/genesis/img/408.html?type=323&cHash=ea352eb3301de71287af4
483ca9491e5 (December 2012). 
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Figure 5. Eduardo Kac, Natural History of the Enigma, 2009 
 
From: University of Guelph College of Arts, ASTRA Lecture Series: Eduardo Kac, 
http://www.uoguelph.ca/arts/astra-lecture-series-eduardo-kac (December 2012). 
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Figure 6. Marc Quinn, Garden, 2000 
 
From: Artnet Worldwide Corporation, Garden (detail), http://www.artnet.com/artwork/41749/832/garden-
detail.html (December 2012). 
 
[image not included] 
 
Figure 7. Marc Quinn, DNA Garden, 2002 
 
From: Marc Quinn, Artworks, http://www.marcquinn.com/work/view/tag/d.n.a/#/2790 (December 2012). 
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Figure 8. Tomás Saraceno, Cloud Cities at Hamburger Bahnhof, 2011 
 
From: Photograph by author. 
 
[image not included] 
 
Figure 9. Mark Dion, Collecting the Collectors, 1997 
 
From: Daniel Neville, Classifying Mark Dion, http://nevolution.typepad.com/theories/2010/06/mark-
dion.html (December 2012). 
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Figure 10. Installation of Adenine, Uracil, Guanine in the Scripps College Gallery 112; 
December 3, 2012 
 
From: Photograph by author. 
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Figure 11. Detail of installation of Adenine, Uracil, Guanine in the Scripps College 
Gallery 112; December 3, 2012 
 
From: Photograph by author. 
 
 
 
 
Figure 12. Detail of installation of Adenine, Uracil, Guanine in the Scripps College 
Gallery 112; December 3, 2012 
 
From: Photograph by author. 
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Figure 13. Close-up on installation of Adenine, Uracil, Guanine in the Scripps College 
Gallery 112; December 3, 2012 
 
From: Photograph by author. 
 
